





“Sound! Pasqualino! Claudia! Mario!” 

The camera pivots, Claudia crosses the set, the shutter strikes the 
window frame as she passes, and her hair flutters slightly, thanks to a little 
fan hidden behind the curtain, which also flutters. 

The use made of stand-ins makes me realize again how risky it is to try 
to guess the director’s intentions. Fellini puts Enzio and Anna in the posi- 
tions that Marcello and Claudia will take, and has them sketch a move- 
ment. “So,” one says to oneself, “in this shot Claudia will touch her hair 
before a mirror while Marcello watches from a distance. I can go have a 
Conice,.” 

Nothing of the kind. When Claudia takes the stand-in’s place, one sees 
her go through a whole series of very detailed movements that Fellini has 
explained to her when no one was looking. 

(I have not yet learned to detect the moment when Fellini gives his 
assistants their instructions for the next day’s work, any more than I have 
been able to recognize when he is explaining to the actors what he wants 
them to do. Even when he talks to an actor in front of everyone—in the 
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